Introduction
With this paper I offer an exploration in the context of my action learning doctoral research in which I explore my leadership consultancy practice. My purpose is to grow insight on learning as lived experience. Artful knowing offers me a way to learn about my life and my practice, through a deeply personal, reflective and sense-making process.
My work, in which I advise executive teams on collaboration, leadership and culture development, plays out in a global, high-pace environment. A different part of my life is time spent on artistic expressions. I write, paint, draw and play music, which spins off into my research. Those seemingly different worlds confront a conversation in me, which supports my sense of living an authentic life and I started to see my art as a way to explore and respond to what goes on in my world. It also taught me that through allowing a deeper connect with myself, I grow more resourceful in my response.
The experiment in writing this paper is to learn articulating some findings that came from living in both worlds, my corporate clients as well as that of my artful practice, while interweaving theory with examples and reflections in a coherent way. It is my hope that you feel invited to think about the learning and artful knowing. Through it, I invite thinking on how to develop and learn from our own accounts of practice, in parallel to doing client work. At times it felt like juxtaposition in my writing to do justice to voice the cyclical and visual nature of the artist in me, while at the same time keeping in mind the need for a sustained argumentation, and searching for language also as a non-native English speaker.
The paper is structured as follows. in Section 2, I define learning. In Section 3, I introduce my artful practice and share what it has taught me about learning. This is followed by asking how arts and extended epistemology can contribute to research, practice and social processes in Section 4.
A definition of learning
What do I define as learning? There are many definitions of what learning is, ranging from knowing how to turn on a machine or how to use a tool, to a more technical understanding, to learning words in a new language, or a skill. In my research it is situated as learning about being, an approach which asks something from the facilitator as well as the learner, a mirror for how I see myself facilitating learning processes with my clients.
How do we learn about being? This paragraph starts with a personal reflection by sharing two biographic examples about my learning maths in school, and then sharpens a definition through theory, highlighting some key points.
Biographic reflections
In my practice, throughout the years, I started articulating learning in the context of transformation as: 'learning which leads to a new way of being', meaning that it renews the learner as well as the environment in which the learning takes place. Two childhood experiences illustrate this and I'd like to share these two short stories as they complement each other and because they are typical of how I learn. Both took place when learning mathematics, a topic in which I failed and lost interest with one teacher and yet felt stimulated and motivated by another.
A personal recollection: 'In 1980, my first year in high school, our first maths class was followed by homework to draw geometric figures. Drawing a square, circle and triangle seemed simple. But I was captured by the oval. How to draw an oval? I remember how I could not find a hint on it. Not in the maths-book, nor the encyclopaedia nor the dictionary. I remember giving in late that evening. I squeezed a toilet roll and "just" followed the inside lines. At school, curious to find out how others may have done it, no one had any concern. They all drew figures by hand. Back in class my teacher drew what looked more or less like an oval on the chalkboard and answered my question by saying that I misunderstood the exercise. We were asked to see if we knew what an oval was, rather than precisely how to draw it or to understand its underpinning principles. We didn't 'need to understand'. I failed this maths class and was barely allowed to start on the second year in high school.
How often does 'learning' work out to be a quick solution like the toilet roll approach in my maths class, which involves just a tiny bit of imagination? A 'quick-solution' which doesn't involve any development in the learner is not what I call learning. Neither so, when it becomes a telling, or a memory game in which a teacher grows power by telling students how they ought to think and respond and in which a pleasing of expectations becomes more important than developing creativity or curiosity.
Another personal recollection, this took place one year later: 'Year two started with a different maths teacher. I took the far back middle seat in which the teacher couldn't see me. I remember how this lesson started by him drawing two dots and asking a simple question: how can we connect those dots? I remember how, through this question my imagination started to spin … I raised my hand and answered with growing enthusiasm: 'a circle, a zigzag, a half square, a triangle and a wire,' He smiled, drawing them all … it lasted a long while in my recollection. It seemed as if he kept asking 'any other ideas?' After some time I came up with a line around the world with which I felt I tricked him, as he couldn't draw that. There was laughing between him and me. I seemed to be forgetting about everybody else in class. Then he asked: what is the shortest way to connect those two dots? After which I blanked, but others already knew: it was the straight line.
This class was magical for me … I felt met, in the relationship between me and the teacher, which felt stimulating. I enjoyed the playful discoveries, felt encouraged and free. It was provocative at times, I remember once when skipping home work as I found it boringly repetitive, how he challenged me, giving me a piece of chalk, inviting me to explain to him and the class how the principle worked. In June 1986, there was a phone call to our home in which the school director called personally to let me know that I passed my exams with a high maths score. He explained that they had been surprised, as I had used creative approaches that we hadn't covered in class and how my teacher discussed with his peers that I deserved to be given the points for it, even if I wasn't following the expected method. My later studying of econometrics was definitely inspired by these maths lessons.
This type of learning (which engages imagination as well as intellect, which offers a relationship with self and others and which shifts the learner), invites new ways of thinking about oneself and the world around us. I've observed it as a discovery on how the learning process works or a discovery in terms of finding method, as much as to be about 'findings' in themselves. Learning as such goes beyond one question, which may be 'at hand' in that it allows the tension between action and reflection to become creative and to go beyond the previously known. How does that contrast with non-learning? Non-learning in the first story above was of the type of 'showing' what I already knew, rather than extending my knowing. It might be a repetition of what other people have thought of, which then keeps the mind occupied. However, an occupied mind is then also kept from new ways of thinking; by which I mean that through the repetition, the memory game or 'showing' of what is already known, the mind stays within a prior conditioning. As such, it doesn't discover how to renew. Mistaking that for learning runs the risk of programming people to be uncritical and to not discover outside given boundaries. When being mentally trained to adapt, rather than explore and create and when being programmed to not learn, how do we then prepare adults to renew organisations and the systems in which we operate?
Theory on learning
The field of learning theories is extensive and takes many different angles. The purpose of this account of practice is not to cover the field as such but to ground my definition of learning prior to exploring how artful knowing contributes to it. For this purpose, I choose views on learning by three people: action researcher McNiff, as her approach resonates much with my practice; Argyris, who contributed significantly to organisational learning; Freire, for his passionate plea on creating a learning environment.
McNiff draws on childhood experience, exploring how lessons from childhood travel in adult life, and I quote her speaking of how children:
being occupied in mundane repetitive tasks are not motivated to be creative, imaginative or enthusiastic. The same principle applies to all organisational contexts, particularly workplaces. ( … ) Learning is still going on, but what is learned is at issue. (McNiff and Whitehead 2000, 47) Repetition relates to my explanation of non-learning earlier. The question might arise: what is repeated? Is it a fact, a 'knowing', or is it an act, a 'doing'? When speaking about people in a learning process, action learning then offers learning as a cyclical process of doing and reflection on that, through which the following action is paired with a knowing. In reflecting, knowing and doing, new awareness can develop.
In unpacking definitions of learning in my research, I also found Argyris' differentiations helpful in pointing to the integrity aspect between intention and action. He described how: learning is inextricably linked to discovering the discrepancies between what they [people] say and what they do. (Argyris 1994, 347) This definition got me thinking deeply about where my intentions do not directly show up in my actions. It became clear to me, through my self-inquiry on this that the main area, with which I needed to come to terms, had to do with the way in which I lived my life; in how I showed up living my intentions and values to myself. It asks to be more inwardly critical when speaking about values.
In his learning theories, Argyris furthermore offers a view on single as opposed to genuine or double loop learning. In his words: Problem solving is an example of single loop learning. You identify an error and apply a particular remedy to correct it. But genuine learning involves an extra step, in which you reflect on your assumptions and test the validity of your hypotheses. (Argyris 1991, 100) Single loop learning, in his definition, is then more a skill, not requiring a discovery on how the learning process worked. In genuine learning, it is the reflection which enables going beyond the remedy as it adds an additional loop, of learning about learning, which grows (self-) awareness. The definition of genuine learning from Argyris as such is valuable in showing the additional loop, yet is that enough? How much of the learning might itself be part of a wider systemic learning? For example, as culture could influence a tendency to see things in a particular way, or to stay 'inside' a particular domain. How to create an environment which invites learning about the wider system as well? Learning, as I understand it, asks for renewal, which impacts both the learner as well the context in which the learner operates and vice versa. It is a mutual and dynamic dance. The world in which we live cannot be treated as static.
In this exploration, I was inspired by theories which describe learning in terms of developing creativity, as a part of life. Moreover, I found Freire's philosophy encompassing, describing a learning mindset as: anxious to explore the limits of creativity, persistent in the search, and courageously humble in the adventure. (Freire 1998, 10) Freire's description that learning requires 'exploring creativity and being persistent' has similarities to the definition on learning from Argyris who speaks about 'an extra step' to reflect and test validity of thinking. However, Freire seems to invite a wider view: seeing it as an adventure of creating. This incorporates exploring it as a journey, in which there's double loop learning, explicating aspects of relating and imagination. Is the learner imaginative enough to see what is beyond the horizon, is the teacher or facilitator open to be challenged, their attitude helpful?
Freire's discussion explicitly addresses pedagogy and the environment in which learning takes place. The quote above also spoke to me because naming learning as an 'adventure' opens it to being never-ending. It positions learning a way of being. As such, a definition on learning needs to assume and attend to its environment. Learning then captures that there might be a solution to a problem, an insight on how to go about it, but at the same time it stretches far beyond, into becoming an adventure.
Where does that bring us? For individual and organisational learning to take place, creativity, curiosity and reflection are important from the individual, as well as in the social process and in relationships. In team-learning or organisational learning, this becomes a social process, a part of the culture, with more or less space for a joint pushing of boundaries and joint reflection. Does the environment encourage or resist? How does it play out in hierarchical structures?
Again, I turn to McNiff, who unpacks this through a parallel of the 'following', which is taught in education systems and how this potentially conditions people in organisations:
In schools we teach children to question, but we do not expect them to question us, their teachers. Similarly, managers might teach employees to exercise their critical thinking within and on behalf of the organisation but not against the organisation, and particularly not against themselves. (McNiff and Whitehead 2000, 66) Is it okay to challenge leadership and vision, to be critical about the direction that an organisation takes? McNiff points to a dilemma that I recognise in my practice. In fact, the growing use of the words' accountability and alignment which I come across in my organisational clients seems to imply an invitation to do so. In some corporate cultures, I see how this is possible but often, at the same time, there is a need to curb this. In practice, it may mean that people are asked to both take up an entrepreneurial spirit, to come up with creative solutions for complex challenges in services or client situations, and at the same time to 'align themselves' and work towards a pre-set vision which is not fully their own. This naturally causes friction as how can we expect a person's critical subjectivity to be alive in a segmented way when asking them to take accountability in one area, for example, when it comes to client responses, but asking those same persons to turn their critical curiosity and questioning off in another area, for example, the company leadership and strategy? It seems to me, a frequent expectation in current organisational life.
Is it too big a jump to wonder if through 'good bonus and reward systems', there are aspects in organisational systems, which stimulate followership and non-learning? Systems may stimulate people to 'go along' directions of which they may be personally critical, whether they be the high pace in which innovation needs to take place, the continuous low-cost drivers or the high economic growth targets?
Exploring learning: key points
Through self-inquiry, it became clear that the main area where I would soften my judgmental voice had to do with allowing myself to be. I observed early in this doctorate, how my integrity towards myself, my standing my ground when it came to decisions that prioritised me, appeared to be where I most gave in. I had learned to deliver on promises for clients and often prioritised external requests rather than the inner side of my values and bringing them to life for me. This also played out in that I wasn't taking enough time for my own learning reflection. I found that my own way of learning had become shallow and that I started to be less creative. This fuelled the motivation for this doctorate.
In my research I look at transformational learning, in that it leads to a new way of being. In this I took away that:
. The magic of learning for me sits in the freedom for each to learn in their own way, finding out what way this is, then becomes the adventure and the exchange which happens in relationships. At times a frustration, or an inspiration; . This type of learning vitalises through self-awareness as well as awareness of the other, a sense of autonomy and freedom, paired with connectivity; . It invites a (co-)creative exploration, pushing boundaries, assumptions, or ideas, allowing a growing space for being.
How to cultivate this learning? For me personally, the cultivation currently sits in allowing time for my art-practice.
Learning through extended epistemology
In my adventure, artful exploration became a phenomenon for self-inquiry. In this section I will frame extended epistemology and artful knowing as one way to explore this. I then share an example of a personal painting and lastly explore what it taught me about learning. Hathcoat and Nicholas, 302) Extended epistemology then asks us to explore alternative avenues to knowingfor example, through experience, through visualisation or, in my case, through art. I choose this quote from Seeley (2014, 328) , who simply describes that way of knowing as: to know beyond the boundaries of abstracted, intellectual thought alone. And she describes Extended Epistemology, then as "widespread or extensive, with spatial magnitude." (2014, 328).
I have found this need to go beyond intellectual thought most valuable. Developing artful knowing started for me when intensifying my journaling about three years ago, after beginning my doctorate. It accelerated two years ago, when a personal crisis took place, which I was unable to work through by thinking. For some months I cancelled client work and took up painting and drawing more rigorously. It may have been my path already, but I needed this crisis to remember. This artistic development happened through following my desire to stand in front of a canvas. I started to know myself differently, to embrace different parts, as well as grow more autonomous and more non-compromising. I started to listen to different voices in myself, for example, when for months I had the impulse to work in green. It didn't make sense intellectually, however, it kept asking to be and I followed the impulse.
Artful knowing as a way to research
I admire people who know what they will depict prior to taking up their brushes. It is not how I work. I seek and find with brushes in my hand. The artist in me is a clear voice, not focusing on tools and techniques much. As an artist, I seek to understand how I relate with what is under my hands. It's curiosity is creation as a process. I recognise Bayles and Orland in that:
'Art happens between you and somethinga subject, an idea, a techniqueand both you and that something need to be free to move.' ( … ) 'This doesn't mix well with predictability ( … ) and tolerance for uncertainty is the prerequisite to succeeding.' (Bayles and Orland 1993, 20-21) This tolerance is easy in my painting practice, almost opposing other parts of life. There is no need to produce anything nor to please anyone, yet an urgent drive to express. The artist in me is fully absorbed in the creative process and not needing to deliver an outcome for anyone other than myself. This frees my spirit; it opens to see things differently, which energises and vitalises. When noticing this, I started to take it up in my client work, as an invitation to myself and clients to be 'non-perfectionistic'. A continuous wandering on the edge of uncertainty, trusting that what takes shape will in-form the next. This in-forms. The work then is to stay with that and give it form. A space in which the artist voice is clear. There might be an internal judgement when I make something not pleasing to my eye, or when I stare at a colour all morning … The artist laughs at that. In my studio those judgements are not important. Yet other parts of my being can be challenged, even intimidated, in that same moment. The internal dialogue is often unexpectedly wide. A range of internal voices mirror the range of colours on my palette; they may seem so different, yet they are at the same time all me, as I embody and choose to give the artist space. McNiff and Whitehead (2000) description of action research describes what I experience in painting, saying how: While action research, as a systemic totality, may be seen as a unified pattern, episodes may fly off at an unexpected tangent and develop as enquiries which, while related to the wider whole, appear to exist as free-standing enquiries. They never are, though, because action research is embodied in the researcher, the integrating focus of the enquiry. (McNiff and Whitehead 2000, 205) Although McNiff doesn't refer to artistic knowing, she describes the embodied knowing, which I become aware of through painting. The canvas holds it all, and so do I, creating it. It is where artful knowing and my inquiry into myself become one. There's a choice of medium, whether it is paint, pencils or music, that fades against the knowing that its learning sits embodied in me, yet the artist in me does not communicate through intellect. As it may help one to work from a practical example, next I will share in an intermezzo how I paint and then elaborate on this.
Intermezzo: the expressionist
As an example of artful knowing, I will share my painting, 'the expressionist' and some words about its creation in 2015. The painting process challenged and surprised me, resulting in a work that continues to tell its own truth. It teaches me about my conditioning.
The Expressionist. 7 May 2015, oil, ambidextrous 1.20 m * 1 m.
Reflecting about this painting after making it, the following words came to mind:
When I was painting, I felt expressive emotions. For some weeks I kept using large amounts of strong colour whilst working on this canvas. Large strokes, big brushes. The canvas holds it. Contains. I carefully painted a structured background, then in one morning the figures. When a live model happened to pose for another purpose, I couldn't resist and asked her to model for me. I placed her figure on the canvas in three short sittings, within an hour. I did so using both hands at the same time. Looking at the result caused tears. I escaped them at times, needing to leave the room. This work did not happen through thinking, but simply through connecting, following and depicting internal impulses. Working ambidextrously was a new experience entirely and it knocked my thinking mind out, during the process as well as afterwards. It asked me to stay in awareness only. I found the rawness of the figures difficult to digest. After some weeks I covered half of the painting with a semi-transparent layer. I am still uneasily relating to the painting. Is this expressive work really coming out of me? (Personal notes, June 2015) I named this work "the expressionist" in another impulse, as its effect on me was so immediate. When looking at my first two years of painting, a method started to emerge: teaching me about me. It not only started to in-form my ways of reflecting, it also supported a transformation of patterns which I came across inside myself.
Findings from my painting practice
Being a researcher, I started to treat painting as a part of my inquiry rather than just carrying it out as a hobby. Artistic method became a path in developing a creative subjective space where I fully live for me. And strangely through allowing that, I feel that I am better able to contribute to finding answers to the complex questions of organisations and the world today. It made me reflect on assumptions and vitalised my learning (see also Section 2.2).
And, as through the reflections it started to flow from my artistic practice into other parts of my life. I will share some findings on learning and conditions that worked for me. They do not stand completely apart but could rather be seen as multidimensional spectrum:
. non-linearity;
. dwelling non-directional; . growing spatial awareness;
. working in parallel activities or dimensions.
Prior to deepening each of them, it feels important to mention two additional points. Firstly, that each of those criteria complements its 'opposite', by which I mean that I do not promote only working in this way, yet it supported a sense of freedom to balance them against previous approaches, for example, linearity as well as non-linearity. Secondly, that in this paper, I will mainly explore them in the context of my artistic practice, plus showing a little on how they apply to my client work.
3.4.1. Allowing non-linearity I used to hold an assumption that part of an undertaking is a structure and plan. However, I have come to the conclusion that at times his may hold me back. I find myself most creative when following spontaneous hunches. This feels both chaotic as well as analytical. Allowing it asks a constant awareness of me as it seems to go against a norm, my norm. Yet when disciplined about it, I experienced how out of a seemingly chaotic approach, often in a cyclical or iterative way, a pattern forms. It is me who needs to hold the space for this to happen through awareness and connecting with the whole, which, in painting, often means a literal step back.
This way of working works in dialogical client-settings too, where 'not-having an agenda' or inviting clients to let go of a pre-designed structure may receive initial surprise, but often generates a joint unpacking and exploring of actual in-the-moment relevant questions. I notice how it brings an increasing deepening in the conversation when, with this approach, conversation partners or participants to a session become co-owners and bring their reflections and personal challenges into the space. I see how it makes them more open and curious.
Dwelling in a medium
In growing my artistic approach, I found dwelling through a non-focus or non-directionalityanother condition for exploring into not-knowing. With it, I mean immersion, a literal 'hanging in', as happens when standing in front of emptiness, staring at the white canvas or in slowly stirring a substance or soaking a brush into a colour or substance … until it feels as becoming one with it, an attitude which arts so encourages. I also came across it in an article from Mirvis, who compares methods of research with methods for arts, saying how:
Artists, by comparison, work differently: They do not impose order on their subject matter; they respond to the subject matter itself. They do not break it down and study it; they experience it fully and seek to represent that full experience. They do not stand apart from their study; they dwell in their medium. (Mirvis 2014, 381) I know that dwelling as an introspective condition, as not only do I dwell in something but in response it also dwells in me at the same time … Through allowing it, I sense and the artist in me may detect what wants to become. The dwelling then offers a bridge from non-being to existence, to being, precisely through not forcing it. Apart from coming across it in painting, I started to notice how it entered into my life as awareness. For example in journaling while staring at my wood fire:
although I cannot say that I fully grasp itthere is some growing awareness about the fact that I too, and we all, are so conditioned, that the 'free spirited' walk through lifeis actually only taking place in a small bandwidth … (Personal notes) By allowing this non-directionality, I am slowly growing my capacity to detect semi-conscious, previously unidentified spaces in myself as well as in interaction with others. This, in my experience, goes beyond learning 'something' previously sought. I observe it more as attentiveness, a quality of awareness, which I found the closest direct experience of consciousness. It is as if there's an underlying channel or a deeper layer with which we can connect. And, although I don't consider dwelling as an activity difficult to 'do', there's a quality of 'being' which requires attentiveness and space, at times hard to find.
Growing spatial awareness
When painting, the non-cognitive part in me claims space. However, at the same time there are some boundaries in terms of the canvas or instruments but mainly I come across inner boundaries as my own limitations. It shows me who I am, where I am, what I can and cannot do. I find a humble as well as sensuous experience which, when attending to it, makes me conscious. Donna Ladkin explores this as our bodily presence, or an embodied way of knowing. In her latest book, she describes eloquently how:
'the corporeal, material aspects of being human', is central to 'our very way of being in and knowing the world', and that 'our curiosity about the world around us arises as we move through it, not just as we think about it'. (Ladkin 2010, 58-59) Is it not my body which enables me to resonate with the whole in which the knowing is embedded, as well as with my unique experience of it? Through that, I then develop my thinking, sensing and knowing differently yet at the same time.
A space to explore; Mandala drawing, 2016.
This causes a shift through a quality of attention and as such is applicable in my client-practice, where it can, to mention one example, be as simple as inquiring into a client mentioning: this one sales issue shows in itself all the problems and possibilities of our organisational change. (Notes from team session, 2015)
When as a team we racing towards a solution, instead taking time to reflect deeper, we noted how this one issue was indeed the cause of a much larger set of problems than originally anticipated. here i noticed how this dwelling as a group, expanded the collective awareness of what was going on.
Working in parallel
Lastly, in my approach to create something new, whether it is a painting, a writing or learning to play a new piece of music, it started to occur to me that it sparks my creativity when working on different things at the same time. This might be in different domains entirely, for example when a private activity ignites ideas for a work situation, or where painting may inspire my music. In painting itself I work on multiple canvases in parallel. Initially this seemed merely a matter of using time efficiently as oil paint takes time to dry. However, then paintings started to spin-off each other. In fact all of my paintings were thus created in a stream, more than as separate activities.
The value of artful knowing
In this final section I reflect on artful knowing as research method and ask what this means for understanding social processes. It is the start of a next loop for further inquiry as much as a taking stock.
How artful and corporate practice spin-off each other
Part of my ongoing work is to allow and learn from the confrontation between those two sides of me, and to research the effects that this brings to clients and peer practitioners whom I mentor and work with. The search also has to do with how to best detect and depict this.
Through giving the artist in me space and by becoming aware on learning conditions, the consultant in me is able to find new language and inspiration. I started speaking about learning processes differently: addressing relational aspects and observing language and power dynamics. I noticed how my attention shifts to what happens between people. I search to enable others, as teams seem to grow their own magic from within the group. Given below are two reflections which clients sent to me, after we worked on difficult team challenges in which people felt demotivated and left out.
Artful knowing as method
At the start of my doctorate, I had never anticipated how important arts would become for me. With this paper, I am not promoting arts as the method, yet I have found it most important to find a method, one's unique path in self-expression, a part of the learning process. To discover other ways of knowing seems crucial in transformational learning, as it expands the spectrum of which we become aware. In their paragraph 'New-Century Agendas' in theHandbook of Action Research, Denzin and Lincoln (2005, 1038) ponder over the future of qualitative research, and how it has become a major field for innovation in modes of representation, as it asks for 'experiments in reflexivity, literary form, and multiple voicing'. Their conclusion is that the 'relationship between research and representation is inextricable'.
My experiment with presenting findings is alive. This seems to go beyond methodology into a discussion on originality and vitality. The process of artful knowing brings me possibilities in that presentation, we well as in conversations and in presenting views in client environments.
Social response
This brings me to lastly suggest arts as a social response, as a different way to address complex issues in the world. With the current disruption, cognitive discussions don't always seem to provide helpful answers. What can we learn from artful knowing, which may inform the place from which we respond to the disruption? Chris Seeley pushed this thinking, when proposing that artful knowing is a necessity for addressing issues of ecosystem, saying how:
The issue that we collectively face is one of imagination as much as one of ingenuity, of living into radically different ways of organising ourselves as much as solving problems. ( … ) human intellect will not save us from ourselves. Fuller ways of knowing are needed for us to recognise and respond to the living whole. (Seeley 2011, 84) Had you asked me some years ago, I would have found this link to issues of artful knowing to addressing ecosystem challenges too far-fetched, Yet today, I am taking onboard, even embracing the importance of expanded ways of knowing, of artful knowing, to generate capacity for different ways of being and responding. After some years of active reflections on my arts practice, I am noticing that indeed, the bandwith, through which I approach complex challenges, benefits from those fuller ways of knowing. It taught me that allowing my artistic ways their full significance, a wider spectrum of possibilities opened itself, providing radically different ways of looking at and responding to life.
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